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DECEPTIVE.RESOLUTIONS OF DOMINANT SEVENTH CHORDS 


Adeceptive resolution usuajly occurs 记 one of the following situations: 


1.A daminant seventh which homrmajijy resojlves to a specific diatonic chord goes 
somexywhere else. 


心 


. Aiepeated pattern in a partictular piece of music js changed. 


3，A familiar harmonic fprm (such as blues) is altered with an Unusaual chord of 
Tesotutiorm 


Of these possibilities, the frst js by far the most common- 


PRIMARY DOMINANTS (Review) 


The primary dominant and its substitate (YI and stbV71D resolve decepfively Winen 

they go to any chord other than  _VTATresolves deceptively more often tban any other， 

dominant 7 是 and~ 4 goes to one of tbhe Ricegas chords: TEL7. II-7GD) 
,AT YI ， 17 ER 17. 17 7_ 六- 人 
CTNT LT Simai7 va mnaiz NIVT TO 

After a deeeptive resojution of VTH. the prosression HsuaHy rettms to 工 记 a famiiiar 

pattem of chords and root motion。 The patterms haye many variations、bdut 由 e 

following are typical: 四 


雹 : 
G7 RE7 AT7 D-7 GT7 C 
已 7tb5) AT7tb9) | D-7 6G7 C 
BT AT7 D7  G7 C 
A-7 DT7 D-7 GT7 C 
REbmaj7 Abmai7 Dbmai7 C 
Abmaij7 Dbmaij7 C 
Dixnai7 C 
F- 了 8Bb7 C 
-Tbo) P6 BT7 Eb7 D-7 G7 C 


Seconadaty dorinants and 区 Vs in these patterms may of course be replaced by 
substitate dominants and chromatic 下 Ys，A few possibijities: 


G7 | BT7 了 MY7 D-7 Db | C 
ER7 己 Ab7 Db7 
马 了 总 ， Ab7 DB 
A-7 甩 D-7 了 D 
A-7 A Ab7 Db7 


Cpapier 荆 Harnony 4 2 


SECONDAREY DOMINANTS 


Secondary domjinants and their sabstitutes traditionaly resolve down a perfect 5th or 
dowm 3a halfstep to the appropriate Cazpamr chord，、 Any other resojdtion 
considered deceptive, even though deceptive resojtuions are not Yusual, especially 识 
contermporary jazz and fusion mmusic. 
The following resolutions， then,， are cansidered normal 

一 人 人 全 一 一 


一 一 -全 
YI 上 开 7 sdbY7IT | 开 7 
一 一 一 -> 
VIAIHHI 上 -了 sdb V71HI 1 II-7 
一 一 人 人 一 -一 人 
VITHV 1 Fwmaj7 subVTIVY T JIVwmaj7 
一 人 人 人 人 信 一 一 一 ~ 人 全- 
VIAV TVY7 stbY7V 1 V7 
一 人 人 人 个 一 一 一 ~ 
VIA 上 YE7 subVTAVT 上 -7 


一- 一、 


An .ape Tesoiution is_Del cansidered deceptive: 
Se 2 一 ， 
C: VET VIV 了 7 V3I 人 


上 
1 一 人 人 
| A- 了 7 D7 1  D-7 G7 ， 

一 一 一 一- 一/ 一 | 
Other exceptions to these "ormal” resolution Patterns will be considered im a fature 
topic， "Special Famcticn Dominant ?th Chorgs . . - 


When a secondaty dominant，or its sgbstitute、resolves deceptively、the Roman 


_ Dameral anajysis js Placed 也 Parentheses. 


F V77AII TI-7 
Famaj7 D7- 一 cc-7 了 -FEmaj7 
一 -一 一 7 
一 二 去- 
(V7/TI) pvrmai7 


Fmaj7 D7-“ "~~>Dbmajy7 C7 FEmaj7 


(SuUbV77II) bvrmaj7 
Fmaj7 Ab 了 7 一 一 一 全 Dbmaj7 C7 Fmaj7 


_ - - - 0 


0 
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Please _ note that arrogws and dotted arows show the actzmay resolution of the 
dominant 7th (down a perfect 5th or down a half-step)，and that Parentheses only are 
usedto ingicate deceptive resolutions. 


in the same way brackets and dotted brackets show the aaa/ root Imnotion for 
耳 Ypatterns, and are not iptended to indicate deceptive resolutions- 


F: 7 一 一 
Fmaj7 6G7 6G-7 97 Fmaj7 
5 + -一 一 -十 导 
坏 二 一 地 工 一 一 
G7/ 几 -一 二 一 - 
。 二 -7 人 
Fmaj7  G7- 5 9 Fmaj7 
这 嫂 EE E 司 
款 去 一 去 FF 二 一 
一 subV7/Z 一 一 了 了 ~ -~---~-- 
Fmaj7 Db7~ 6 7 六 C7 Faaj7 
T T 一 1 - 
艺 - 世 会 - ZX 5 -本 
~ 全 一 宁 zz 一 


(5 由 网 四 
Fmaj7 Db7 Db-7 G97 gmaj7 ” 。e- 


下 三 


subV7/Y -- 一 -一 ~ - 
Fmaj7 Db7- Db-7 全 C7 Fmaj7 


站 
i DO 


A _ complete anajlysis for the exampjles above wodld use the Roman Dumeral 了 贡 -7 for 
GT (the deepie 7, but not for Dh7，The technical term for Db7 would be, "the 
VEBteey 正 7 of squbV71E" but a bracket or dotted bracket is sufficient， The analyses 
below are compjete: - 


TI-7 V7/TI 


F: Imajy7 vc Imaj7 

Fmaj7  G7 c-7 57- 人 > Fmaj7 

- -一 一 一 一 
之 - | 一 一 十 


了 时 


二 -一 安 

II-7 SUDV77TI ， 
inaj7 (suby7/ 史 一 6 cb- Imaj7 
Fmaj7 Db7 CL 一 六 Famaj7 
Imaj7 (suby71 另 一 by Imaj7 
FEmaj7 Db7 Db-7 Gb7- 一 一 > FEmaj7 

一 
上 

。 V77/I 。 
Imaj7 V7AV _ IEmaj7 
Fasj7 G7 Pb- -2 457 一 >Enaj7 

一 一 一 一 -一 一 一 一 一 和 司 
字 1 7 


0 
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Some deceptive resolutions are only slighHy deceptive and very sHbtie， For exampjle, a 
secondaty dominant Iaay Tesolve to the cofTect Toot， bat the wrong chord CPe. 了 the 
keyofBb AT7 js YTHIH which nommnally resolves to TIL7. 


III-7 V77VII 


V7/III 
Bbmaj7 aA? 一 一 ?7 G7 > c-7 F7 8bmaj7 


下 下 笃 硅 EEE 夺 夺 笃 了 了 


ff VTAIE resolves to a dominant 7th on the same roob a parenthetical analysis 这 
Tedttired. 


(V7/TIT) (V77VI) PitImaj7 


Bbmai7 47 一 一 六 D7--- -六 Dbaai7 Cr7 87 ___Bbmaj7 
王 训 一 一 一 
王 举 芋 EEE 三 
ROOT MOTION 


JP conteitnporary music，the most comimnon formns of root motion 问 deceptiVe 全 
resolutions of secondary dominants are, 了 ) mp ahalfstep，2 up awhole step, and 

区 down a half-step，RFor example, V7TAV may nommnally resolve to VY either directiy or 
indirectly. 


The examples below show three common deceptive root motion Patterns from V7AV. 


Imaj7 (V77VD) pbIIIma 习 7 
Ebmaj7 E7 Gbmaj7 Bmaj7 Enmaj7 

= 一 字 一 TY 二 一 地 
一 ; 一 一 一 
上 1 

Ima]7 (V77V) III-7 
Ebmaj7- PE7 


TIraaj7 (VY7/V) DPIIma3j7 ， 
Ebmaj7 F7--- ”> > REmaj7 B-7 E7 


避 1 
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型 ODULATION 


A deceptive resclution sometimes results ip a moddlation。 三 pen this occtrs, a pivot 
chord analysis becomes necessaty since the dominant 7th chord asstmes 3 heW 
imeaning ip the second Key，The example below inciudes a pivot chord modulation 
from F to Ab, as well as several other deceptive resolutions of secondary dorninants- 
Root motion Patterms are bypical. 


(V77VVI) 
F: Imaj7 人 丰 3 2iSQbY/I Imaj7 
RD bl37 Ce 
Dajy7 C7 Fmajy7 和 7 二 人 Abmaj7 REb7 人 

人 人 人 全 2 
1 一 | 

Abmaj7 c74P3) Dbmaj7 D-7485) 6G7(b9) abmaj7 FI74b13) 
和 二 

即 < 一 和 晤 


玫 


Emaj7 FEb7(#9) Abmaj7 - 
和 二 一 CT 
让 一 了 车 当 呈 吨 + 


CHORD SCALES 

The chord scale for a deceptively resolving secondary dominant is derived from the 
parenthetical analysis, regardless of its resolution. This remains the rde, even 训 3 
ioddlation. 


有 the preceding example，the A7 D the second measure takes sa chord scale for 
VTVI (ixoiydian b9, bi3 or alteredJ)，zpk Lydian by for sabVT/1L 


This application of chord scales Teinforces the original meaning of the chord, and 
therefore enhances the deceptiveness of the resokution. 


Aitbhoaugh occasional exceptions to ihis Principle can be fotmd, 让 训 neariy akways ihe 
rnost effectiveway totreat deceptiveresolutions. 


国 _ 可 -一 : 一 ne 
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CONTIGUOUS_ QQ Vs 一 


The 了 开 V_ patterm is sometimes used 记 ascenqing rather than descenqing mnotion 
When this _occurs，functional analysis (Roman numerals 识 a key) is no longer 
relevant。 The chord progression is justified on the the basis of continuity and 
repetition in the Imelody，harmony and root Imotion。， This is known 3S 


nonrftamctional” analysis- 


the following example, the 已 7 4A7 pattem is contiguods to (or next to") the 
了 -7 Bb7 pattern, bdt has ho fmctional relationship to the other chords in the key of 
了 苞 [iis therefore called a Campay 本 YV， 


1 5onc>8uo9us -=--------- 
| TI-7 aa 
| : 


王 -7 A7 - 世 -7 Bb7 | Ebmaj7 
疙 一- 一 一 一 一 一/ -一 一 一 一 一 一 
， 二 = 
T ~ 一 7 T 二 十 
3 之 5 荆 一 : 一 = 本 
”人 忆 


A contiguous IJ Vis usualy a whole or half step away from another 了 Y which is 
analyzable in a key，JIn the preceding example, the 也 7 was a halfstep away from the 人 
忆 7.、 了 in the following exampie, the AT is ahaif step away from the Bhb 了 7. 


1 conriguons ------------------------- | 


II-7 V77/I Imaj7 
| E-7 A7 Bb-7 Eb7 一 人 | 人 人 Abmaj7 
必 一 一 -一 恬 一 - 一 一 ) 


二 二 二 一 一 = 村 
之 人 


及 cohtiguous  V may be interpojated 站 an otherwise fanctional progressicn， 耳 
these cases, the dominant 7th chord freqauentiy resolves 记 3 hormal Way， 卫 the 
fliowing exanpples， the A-7 D7 patterm js rehanmnonized 天 由 a contigauoqs 


H V(Ah7 Dbpn which cpesn resolveto the hext 开 V. 
(b5) 
F: fjTVfs) IV-6 III-7  Y7/I 
B-7 Bb-6 Ar7 57 一 一 一 人 ~G-7 C7 Fmaj7 


-一 - T r 
二 二 三 三 三 三 三 本 


(b5) TIVY-6 subV7/ -~ -~ 
B-7 Bb-6 A-7 Ab-7  Db7 6G-7 个 C7 Fmaj7 
-一 一 一 一 ， 


尊 
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The next example inyolves a series of ascehding 芽 Vs. 


_ TSonsiguous- 
cC II-7 V77I III-7 V77TII 
D-7 G7 | Eb-7 Ab7 | E-7 A7 一 一 ~ 
人 | 一 一 一 一 
全 二 
一 会 [ 一 
II-7 V77I Tmaj7 
-一 一 5-7 G7 一 人 人 人 cnaj7 
-一 -一 一 -一 
克 下- T 
嘉 2 三 梧 


The final example combines conftiguous 开 
resolution， 


Vs 大 了 由 modulation and deceptive 


TSontigucus-T Eb:， IIT-7 V77I Tmaj7 ， 
| E-7 和 7 | -7 3b7 -一 全 sbmaj7 ， >- 
二 二 一作 7 
Tconcigupus- > --Concigucous---~ 
TV-7 (byTIT7) | T pb: II-7 V7/T 
| Ab-7 Db7 | 全 p-7 G7 | 业 2 Eb-7 ab7 一 一 
三 汪 梧 
二 三 EE 过 
过 = 一 2 一 
。 C-: II-7 V77TI 
Imaj7 _ 二 一 一 一 二 
-一 人民) +-2D-7 G7 cC 
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spgcrAL FUNCUION_DoMiNANT SEVENTH_ CHO8pS 


The word "dominant" in harmonic theory can refer either to a Ape of chord orto the 
Bapceteoz ofachord，C7 is a dominant 7ih (chord typeh and as V7 in the key of 下, 让 
also has dominant fmction.。 As 17 记 blues p C， however, 让 has topiC Djperz 
Tac2i222 ， 17 is therefore a speciai fmction dominant seventh- 


入 dominant seventh 三 芒 dominant fmction normally resolves directy or indirectiy 
to another chord whose root is down a perfect 5th (armrow or down 3 haif step (dotted 
3a3TOXN. 

| 一 > 
Direet Resolution: | A-7 Ab 1G7T CT [ Fmai7 1 


一 沁 
14-7 D7 1G-7 Gb7 Fomaj7 1 


一 一 二 了 


一 人 
Indirect Resoiution: 1 D-7 Dby 1 Db-7 Gby 1 Fmai7 1 


一 一 叉 “一 忆 
1 D-7 Db 1 GT C7 1 Enaj7 11 


Substitute dominant fanction is a kinqd of dominant fmcticonm， and is not considered 
“special"， - 


Achord 两 由 dominant fonction may aljso resolve deceptively Withort changing its 
functionail analysis- 


下 : 《YIT7VD (VTAV) subV7AI 


- 忆 一 忌 
| Fmaj7 A7 1 Bbmaj7 GT 1G-7 Gy 1 Fmai71l 


I7_ and IV7 


perecizop dominants, on the other hand, are hot deceptive resolutions. JI7 也 
the biues sommds like the tonic chord, and IV3 soumds like the sdbdominant chord- 


了 7: Tonic blaes fenction 
TIV7: Sabdominant blues fmction 


TV7 i3 also diatonic to melodic minor，and has sdbdominant fomction ip that context 
as Wel. 


Melodic minor: TIV7 


2 一 - 
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The following examples use JI7 and IV7: 


工 7 TV7 I 
8lues : C7 F7 工 7 


Nacuzral minor: ?VITI7 


国 
年 三 三 王 
-2 


HAWT7 normally resoives to 开 and is closely rejated to the JV- chord in nataral minor. 


ample， 这 the root of EWVHT is placed below IV-6, the resulting strqcture becormes 
了 7. 


bvTi7 

C minor: TV-6 (9) 
一 一 一 下 -6 Bb7 
p 


Since IV- (or KV-6 or IV-T js the subdominant chord 了 nataral minor, other chords 
cioselyrelated to it have SzzZupuzzijzzam1l 21r 1 Therefore, when either IV- 
OF bwT7 resolves tp 工 让 is called a subdominant minor cadence、 
byIT7: Subdominant minor famction- 加 
JIV-7 and bVHT are frequentiy msed together in a subdominant minor patterm. 
SDM  SDM* 


二 IV-7 bVH7 工 
tC- IFR7 Bby 1C 1 


* SD 了 NM Ineans subdominant ininor. 
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Two other diatonic natural mincor chorqds are related to IV-: 
了 7 蚤 and bVimaj7 


iT-7(b5) bviaaj7 


Natura1l minor:D-7(b3) _ Abmaj7 -- 
站 
三 三 三 = 
人 - 宁 - 一 


让 


TIL7(b5 has the same chord tones as IV-6; 
TImaj7 can be seen as an extension of TV- 了 7 


11-7455) TV-6 byvfmai7 TIV-7 
C_minor: D-7(b35) F-6 sbmaj7 F_7 


These chords al have the common tone PE (Ab 识 the key of C minon, and al are 
sdbdomjnant minor，Only LVT7, however, js a special fmction dominant 7tk. 


C_ minor : 
SDM SDM SDM SDM SDM 
IV- PVTI7 IT-74b5) TV-7 ViImaj7 
_ 一 E 
习 
The process of allows diatonic minor key chords to be used 让 


MOGEBA 7 
the parallel major key (see Hamnony 2，Sabdominant minor chords are often dsed 
this way，especially iD strong cadential Patterns SHch as the one below. 


Imaj7 V77IV TIVmaj7 
C7 gfmaj7y 


区 ix 
坷 
上 
加 
0 
避 < 


六 才 入 这 


(Piease note that the C7 above falls on a weak beat and famections as VTATV, hot as 3 
tonic blues chord). 


se 
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byvI7: 
bWI7 is usually analyzed as subVTAV， With sdbstitute dominant fction， 
sub VTAY 


一 妾 人 光 
| Cmaj7 A-7 1Ab7 G71 Cmai7 有 


The same chord however, has a reasonabljy comamon resolution to I of the key， 
creating a Special fmction cadence: bwI7 to 工 


Imaj7 
Camaj7 


The ETT chord is originally derived from chromatic harmony of the 19th cehtrmy. 
Chromatic passing tones used between famijliar voicings created fresh ne melodic 
and harmmnonic sonorities such as the augmented 6th chords， The simple Yojcings 
below show a familiar pattern.- 


坟 ， 


本 


了 this example，traditional figured bass indications appear below the bass hotes,， 
showing the intervals befween the bottom and upper voices。 For an 1 由 b or 19th 
Centrmy harpsichordist the bass notes and figures were "chord syrmabols”sa 秆 cient to 
indicate this cadence from JIV to 工 记 C major. 


Below， chroratic passjng tones are added ip the top and bottom voices creating an 
augmented 8th. The resqlting voicing was cajled an italian augmented 6th chard， 
whichy spelled enharmonically， equals an Ab7 or BTT ipn the key of C. 


- TI pvr7 1 
1) F/A cye 2) FE/A Ab7  C/G 


昌 
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In contemporary practice bwJT7 can resolve to 工 ip either root position or second 
inversion, btt 让 mmust resolve to ]，The same chord resolving elsewbere analyzed as 
SubV7AV，as usual. ， 


- TherootofbwI7 is the scale degree (b6) wbhich al subdominant minor chords have 训 

common。，bVJ7 is therefore closely related to the IV- chord, although not diatonic to 3 
习 Iminor key。 Since the b7th of the chord is not 雇 nakaral minor IT7 has aereey 
stdominant minor fmnction- 


C _ Natural minozr: ?VI7 


春 _- > pe ”之 : 纸 三 电 


1 一 


开 Z 

H7 is similar to bVIT in several ways。 It shares the same tritone, and is omrmajjy 
anajlyzed as VTAV, 两 册 secondary dominant fmection，The chord js analyzed as I7 
primarijy when it resolyes directiy to l and this resojution involves chrormatic motion 。: 
from #4to5ofthe key(comparable to the augmented 6th passing tone in bwTT). 0 


Vi7 
1) F/A Ab7  C/G 2 


II7 
FE/A D77/A C/7G 


-一 一 


HT7 js even more closely related bo #TV-7(P5) which， althoagh hot a dominant 7tb. 
contains the same tritone，almost the same chord tones, and often uses tbe same 
resoiuticn pattern to over its 5th. 


VI- #IV-7(b5)》  ” 工 VI- II7 工 
1 A- A-7/G Ff#-7(b5) CAG 2) A- A-7/G D77/R# C/G 
- ! 


: 训 
2 


和 
用 


区 
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Like#IV-7(b5) a first inversion of IT can also resolve 咀 直 bass motion chromatically 
dowmn to IV or IY-. 


TIT7 IV 工 
D77AE# 6 C/E 


The foljowing resolution patterns, then, are avajlabjle for 了 7 


1 IT7 over its 3rd (tst inversion) may resolve to [overits 5th (2nd 
inversion) or to IV or I-. 


2 [17 ma root position may resolve to For I over its 5th- 
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开 the same chord resolves in some other way, it is analyzed as VTV- 


之 


maj7)1G8  。 A-71G D7 


sa 
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H7 is related to TIV majcr and #TV-7(b5) by both common tones andq resolution 
Although non-diatonic, 让 is in the major key subdominant area anq has 


pattems. 
alerty xmtxaezzipa1p 31 fumctign。 The iriadic form of II major ij3 also used， 
especially as a substitute ior #IV-T(bojwith bl3inthe melogy (a difficultnote tovoice). 
D13 
车 IV~ 了 5 
_ bl3] 1: 
1) Key oF F: IV-6 2) 开 ITV-6 
> D-7 D-1/c 本 | Bb-6 D-7 本 省 | G/B 8b-6 


VIII7: 2 
The dominant chord on VH is usuajly anajyzed as YIHI， 现 也 secondaty dominant 
fametian， 

V77III 
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三 hen this chord resojives to [ from a weak beat of short dration. 让 js sometimes 
simplv a deceptive resoirtion of V7/7II 


(Y7/III) - _ 
也 全 ) rmaj7 人 ) 
1 ， 
- F#-7T(4b5) BAbt3 Cmaj7 。 Fmaj (全 1) D-7 G7\b13 Caaj7 
一 L_ 
1 | | | | | 
1 和 一 一 7 -可 2 
[ 
rc 2 一 一 一 ! -一 有 一 一 一 一 到 zx 2 
区 二 一 | 专 7 一 一 一 一 元 
三 弟 上 T “> 一 T 


However，、when the chord has a more brominent harmnonic mhythm and resoives 
二 recty 各 荆 广 这 analyzed 天 也 Special ianction as YI 


Since VHT js not associated with any particujar area Within tbhe key, its fmction is 
Simply <aaep7a7. 
The primnary difference befFeen YH7 ang YTHIis that VIHT7 Dommnally takes tensions 


j 9 andG 13.swhile VTWHH takes bg and 513. _ 


1 
| 1 
; 

| 
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Special Special Fumcti 
Chcrda ”Fnction Chord Scale Dominant ion 
IT7 Tonic Blues Blues, Mixolydian, VTHTV 
Lydian 凶 
TIV7 Saubdominant Blaes, Mixolydian, subV7ILI 
Biues cr Lydian 争 
Subdqdominant 
Melodic minor 
twIHT7 Subdominant Lydian by ip Major subVTAVIT 
Iainor Mixolyaian 记 mincor 
bwI7 Altered Lydian b7 saubVTV 
Sobdominant 
Iainor 
开 7 Altered Mixolydian or VTAV 
Sabdominant possibly ELydian b7 
Major 
VHT Cadential Lydian by7 or VTII 
了 ixolydian 
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MODAL HARMONY 


All diatonic harmony can be called “modai" in the sense that 让 js derived from a 
given tonic mode or scaje。 The modal name for or Iajor scale，for exarnple，ijs 
onian*，one of the medieval church modes。 When we refer to “modal”masic， 
however，we mean music based on somewhat less familiar tonic iodes。sHch as 
Dorian or Phrygian- 


MDNOR MODIS 


A review of the comparisons amiong the standard minor scales (or Inodes) js a Hgefdl 
starting point，You will recal that fthe diatonic triads and seventh chords from al 
three tonic minor scales are feely interchangeable in minor key chord progressions. 
They are jisted below-. 


C_NATURAL MINOR 


工 ~ TI? II 工 工 V V- 


I-7 TI-7(P5) PrIinaj7 TV-7 V-7 byvImaj7 bwyTT 刻 
| 


C_HARMONIC MINOR 六 Anew diaconic chord“ 


克 


TIT-74b5) b 〈##5) 


Harmonic minor 


工 工 人 
C MELODIC MINOR (ascending) 陋 _ 
一 一 人 册 本 灾 A new diatonic chord 
I- IT- bIII+ TIV V VI。 Vii。 


IT-(maj7) IT-6 IT-7 昌 


和 
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Fanetional classifications are hot absojlutely clear cat im mipor， bdqt they are stiil 
based on the Tonic (0D, Subdominant GV)， and Dominant (V) chords，I minor and 
bfH major chords are Tonic。VY7 and VH7 chords are Dominant， 了 TV， 下 BT and 

chords are all Subdominant， Hannonic cadences in Iminor keys are based on 
rotion from Saubdominant and/or Dominant chords to Tonic- 


一 一 Line Cliche， 


。 
(7893S b5) 
工 - I-《maj7) -7 一 (b5) 
FE- FE-(mai7) 7/ F-7/Eb D-7 
， 一 一 一 上 
1 六 Harmonic minor II Y 一 
SDM 《b5》 JI(b9) 
。 IIzfb5 V7 
VImaj7 G-7b5) C7(pb9) 
Dbmaj7 - 
[7 专 二 二 2 
2 王权 
SDM TSDM 机 
工 ~ V7V7IV IV-7 VII7 TI-6 -/ 
拘 F7 一 人 8Bb-7 三 b7 F-6 一 一 一 “ 
FT 
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OTHER MINOR MODRS 


一 Any mode containing a minor 3rd above the tonic i considered mminor， Although 
. many different minor modes are available，the discqssion here Will be jimited to 

Dorian，Phrmygian and Aeolian。 These are Raditional church modes。 砚 由 Dames 
四 fom ancient Greek usage，frequentiy fomnd in contemporaty Westerm harmonic 
本 -practice- - 


-~ The modal gmzLzyr of any of the less familiar modes is determined by a Ctaraczer7ZrAc 
Di: te hote in the scale which makes it different frorm natural minor (or different 
fronm Ionian for a major mode). 

Deorian: The characteristic note of the Dorian mode is 6， 
C _ Natural mincr _ - CC porian 
二 有 二 一 玫 


56 


中 


区- 


The Daorian mode is jike a natural minor scale 现 由 a raised 6th，t can be fomad on 


the white keys ofa keyboard by starting on D. 2 
D DorIaan D NaEural minozr 


The accidentais for C Dorian come fram Bb major, its relative major， The relative 
major of D Dorian js Cimaior (no accidentalsh a major 2nd bejlow-. 


Becaruse Dorian gets its modal quality from the characteristic note 和 6. most diatonic 
chords which contain that note are called_ ctarzecterzz2r Core ， 


| Et is imnportant to remember that We are not qing 中 orian* as the name for 3 下 7 
chord scale here; we are referring to a popjc Aloee，、FListed below are tihe 下 atonic 
triads and seventh chords in the ker ofC Dorian- 


C CAA 
_ I-7 IT-7 iiimaj7 IIYy7 V-7 VI-7(b5) byTimaj7 
本 
: 昌 ”2 -一 一 坟 一 用 -一 一 一 二 
和 全 
7 一 下 CPP 了 
站 
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Te ieans zapi、The jetter "C" denotes a caracterzsc Ciarrr，and "Ameans 
an 328D11 Ciar7. “CA- denotes a chord that contains the characteristic hoteij br js 
only sometimes modal sounding. 


Unlike standard minor key harmony, modal harmmnony doesg not use sabdominant and 
dominant categories。 The TI chord is tonic and the others are Donrtonic- 
Characteristic chords establish .the modal favcor， and a resolaution from a 
characteristic chord to [is a modal cadence. 


The diminished tiad and the minor 了 db5) chord are avoided 记 modal chard 
Progressions，even When they cantain the characteristic note. They are qite 
Unstable, do not resolve effectively to 工 ip these modes, and may imply the Teljative 
inajor key instead. 


The following progression estabjishes the sound of C Dorian effectively. 
C -C 
TI-7 ?VTTmaj7 I- 
Bbmaj7 C- 


9) D-7 
二 EEEE 
- 乙 | 1 
全 


The bVfimaj7 was introduced in Harmony 2 as a nonrdiatonic cadential chord， 
frequently wsed in modal interchange to the Parallel major key，The chord can now 
be derived from the Dorian mode。However when it is used D a DTAMocdaA major 
Key progression， it is considered sdbdominant Celated to the JIV chord). 

_ SD SD 


F major Inaj7  VI-7 Tvaaj7 ， bviinaj7 Imaj7 
FEmaj7 D-7 Bbmaj7 Ebmaj7 FEmaj7 


C_ Dorian 


The next progression fails to establish C Dorian，even thoush 让 这 "technicaHy” 


correct 1 C CAA 加 、 
C_Dorian? I-7 VIImaj7 IV7 工 -7 
C-7 Bbmajy7 7 C-7 


了 


In this example, the FT, aithough characteristic, is V7 ip the relative major key (Bb. 
了 Because of its instability and the harmmonic rhythm of the phrase, 7 impiies a tonic 
on Bbinstead of C. - 


C 
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The same chord, IV7, has already been seen resolving to I in blues and in meilodic 
minor progressions、[t can also be Used jn an effective Dorian patterm if the relative 


Iajor somd js avoided. CA/A 
DOozI 工 - V- I 工 - 7 - 
ezzan (9) (9) 各 5 (9) 
= 到 一 三 一 
-7 T 一 村 人 志 一 一 7 
-多 一 毕 一 多 一 一 
| | 交 
-CD_ 一 悍 -人 一、c_ 
-二 一 z 一 二 一 
The use of a tonic triad instead of a seventh chord increases the stability of the mode. 


Rey Signatbomes:- 


Normnal major and minor key signatures are Used throughout this book, bat Inodalj 
key signabmes are also Fossible A iodal Key signature js the same as its relative 
Iajor key signature 〈(Bb Major far C Dorian)，To avoid confusion, the narme of the 
mode (eg "了 Phrygiann should be written along with a modal key signature，L 因 刺 
also possible, but Probably time-consuming, to use no key signature and to add al 本 
appropriate accidentals before aotes. 


PHRYGIAN: The characteristic note of the Phrygian mode is bo2. 
C Natural minor C PhrygiaDn 


-一 一 一 一 一 3 FE 二 一 一 一 一 一 
芷 三 入伍 全 全 一 下 二 二 二 二 3 
-人 - 轨 - . 
- 包 


The Phrygian mmode is like a natural minor scaje 册 ith a lowered 2nd， It can be fomnd 
on the white keys of a keyboard by starting on 玉 . 


己 Phrygian 己 Natural mn 计 no 


The accidentals for C Phyrgian come from Ab major its relative major， The relative 
iajor of E Phyrgian js C major (aimajor 3rd below). 


rr 
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Listed below are the diatonic tiads and seyean 世 chords in C Phrygian, 两 由 he 
tonic chord，cbaracteristic chords 《containing b2)， anad avoid chords indicated . 


T CC A C 
br TV 
| 
入 三 3 王 二 于 三 基 2 汪汪 
了 C 、A A ac 
I-7 btTmaj7 PiiI7 IV-7 V-7(P5) pbvImnaj7 YE 


和 和 EEEE 莽 E 


The BIH7 ip Phmgian js avoided because it almost inevitably impjies the relative 
major Key-. : 


SR 
Intended sound b b 本 忆 
in G Phrygian: III7 TI-7 TII7 IV-7 VII-7 “IIT7 “ VImaj7 
Actual sound 
in Ab major:(V7/I) III-7 (V7VI) VI-7 IT-7 V77/TI 工 


下 本 本 下 在 莫 


zb7  C-7 Eb7 FE-7 Bb-7 Eb7 全 Ab 


The following progressions establjish the Phrygian mode effectively，( 作 ey sigmnatrres 
are for the homnaal minor key, as Usdaj)- 


C 
F_ Phrygian: TI I-7 ITV-7 bTTmaj7 I- 
F- 下 -7 Bb-7 Gbamaj7 了 - 
-一 一 一 二 
一 一 一 一 一 一 一 一 一 一 一 
bb bc 
G_Phrygian: 工 - I-7 VImaj7 IIV-~7 IImaj7 工 - 
G- G-77EF Ebmaj7 C-7 .Abmaj7 G- 
一 一 


C 
I-7 I-7 VII-7 PbIImaj7 I-7 
A-7 G-7 A-7 G-7 。 Bbmaj7 A-7 
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Himaj7 Was introduced in Harmony 2 as a non-diatonic cadential chord，[t can DoW 
be derived from the Phmygian mode。 However, 让 js freqaRty Qsed 训 
Iajor or minor key Progressions.、 了 these situaiqp brmai7 j8 consjidered 3 
subdominant minor chord related to the IV- and 下 了 chords ip natkkmal mincr. 
It does cohtain scale degree b6, common to all subdominant minor chords、 


t 
村 


一 SDM SDM ，: SDM 
C_minoz IV- 工 7455) bTImaj7 
-二 86 
_ 
7TT、 SDif 
iaj7 E VImaj7 工 fimaj7 
3 sb D7 一 六 一 ~ Dbmaj7 _ 3 
于 二 二 
一 守 - - | 广 | 
| | 
| | 
| 
= 二 
SDM - 
IImaj7 Imaj7 
Gbmaj7 FEmaj7 
| 
一 
王 去 
局 一 一 之 一 和 
1 少 一 一 一 
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AREOLIAN- The Aeojlian mode js idenHcal to the natumal minor scaie. and therefore 
does not have an rmusual modal quality，Most minor Key harmnony,， however， draws 
on natrmral harmnonic and possibly melodic minor chiaords,，as Well as secondary and 
substitrurte secondary domjinants。、When a piece of music js composed Exprrpeyyr of 
Aeolian chords and cadences, it does have a "modal” sound. 


The characteristic note of the Aeolian mode is b6. The mode can be found on the white 
keys of a keyboard by starting on A, and its relative maijor is a minor 3rd above 〈C 
imajor)， - 

AAAaAeolian = 上 Naruzal 鲜 inoT 


雪 人 本 zz- 一 爷 全 二 
这 巡 
8 


Listed below are the diatonic Hiads and sevehth chords in C Aeclian, 呈 ib the tonic, 
characteristic and avoid chords indicated. 

T 六 b C RC b 

I- II? III IV- V- VI VII 


和 本 三 天 三 三 半 


” C C CC 
I-7 IT-7(b5) ?5irrinaj7 ITIV-7 V-7 PVImaj7 VII7 


The folowing progressions establish the Aeolian mode effectively- 
-- CC 


本 、 C C 
D Aeolian I- V-7 Byzmaj7  I- IT-7 byTmaj7 iv-7 
D- A-7 Bbmaj7  D- D-7/C Bbma]7 G-7 
， | 1 1 
2 二 -一 一 三 一 一 
b be- 
I- v Viaaj7 工 - 
D- CC3) abmaj7  D- 六 
| 1 
pz” vv 
本 生生 一 
这 一 一 可 
C C 
G_Aeolian; I- bvimaj7 ?VrI7 


I-7 
G- G-7/F Ebmaj7 F7 
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了 AJOR MOD 下 


Any mode containing a major 3rd above the tonic is considered major，《it is rare but 
possible to have a mode 硕 志 poth a major and a mijnor 3rd: this woqld be a Special 
case)，The maior church modes are Ionian，Lydian and Mixolydjian。 Ionian js our 
major scale。The others will be described in terms of their characteristic notes: those 
notes which make them different from normmail major (Ionian). 


LYDIANE The characteristicnote ofihe Lydian mode is 红 - 


C majocr C_ Lydian 


- 
细 人 汪汪 革 玫 二 全 3 
二 二 和 二 二 有 二 
2 二 和 


1 


The Lydian mode is like a major scale with a Taised 4th。 It can be found on the white 


keys of a keyboard by starting on 下. 
了 LydIamn PF major 
一 < 人 
人 -人 5 < : 
全 EDEEE 和 和 
几 2 
府 


The accidentals for C Lydian come fom G majon its relathive im 的 or， The relative 
iaaior of F Lydian is C major(a perfect 4th belosm). 


Listed below are the datonic triads and seventh chords in C Lydian, with the tonic， 
characteristic and ayoid chords indicated. - 


工 CAA 入 (b5) C7AA C 
ITmaj7 II7 III-7 ##TV-7 


The H7 (CAA) is similar to TV 了 in Dorian ip that 让 may imply the relative major key- 


C_Lydian3? Imaj7 II7 Vmaj7 Imaj7 
Cnmaj7 D7 Gmaj7 Cmaj7 


有 the example above, D1 to Ginaj7 sodnds like V7 to Imajy 记 G, and Cmaj7 sounds 
一 like FwVmai7. - 
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The Vimaj7 (CA) may sormd like I in the relative Inajor even if it is nof preceded by 
II7. 一 


C_Lydian? Imaj7 vmaj7 Tmaj7 
C_Lydian j 
Cmaj7 Gmaj7 Cmaj7 
人 和 
了 下 有 
一 人 -一 所 一 


一 Z7 
上 


了 this example, the prosression realy sounds like IJV, 工 TY 让 the key of G， 耳 
general the rejative inajor is easily impjied, sitmply because major Key chord patterns 
are So farmijjar, 


HI7 has aiready been seen as a special ftmction dominant 7th、In the Lydian mode, 


tbe IT major briad js usually more effective. Ymaj7 can be used 六 tbe harmnonic 

rhythm is carefully conkroelled, and the I chord emphasized， ， 兴 
The folowing examples estabjish the Lydian mode ejiectively (Cornnal imajor key 
signatrres are HUsed) C c 

Bb _Lyqian: Imaj7 I 工 Imaj7 VII-7 Imaj7 II 
Bbmaj7 C ， Bbmaj7 A-7 Bbmaj7 C 


让 


G ， 
D Lydian: Imaj7 VII-7 IIE-7  VI-7 IT VIIT-7 T 
Dmaj7 Cf#-~7 BR-7 D(49) 5(9) 
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MEXOLYDIAIE The characteristic note of the Mixolydian mode is b7. 


C_ major C Mixolydian 


| 2 
2 全 人 六 Zr j 


=- ， 人 7 


The Mixolydian mode js like a major scajle Wih a ljowered 7th， 下 can be foumd on 由 e 
white keys of a Keyboard by starting on GT 


G Mixolydiaan G majcr 


-zz 一 人 一 亿 
在 二 三 二 志 二 芝 全 
7 阿 


The aceidentals for C Mixolydian come fom P major, its rejative major，The relative 
major of G Mixojydian is C major ( a petfect Sth below). 


Listed below are the diatonic triads and seventh chords ii C Mixolydian, With the 人 
tonic. characteristic and avoid chords ipdicated. 


了 T 生 C bc 
II- III2? TIV V- VI- VITI 
二 T 一 
入 ES 
考 二 
了 C b C 


The JI7 chord in Mixolydian contains the characteristic note，Iaking 让 8 
cbaracteristic chord as we _ The chord is of coqrse a tonic blaues chord and onjly 
becomes a "modal* T chord in the presence of a Mixolydian cadence。 The L major 
triad and the IT7(sqs4) are often used as Mixolydian tonic chords, since the 1 could, 下 
1 some cases, immply the Telative major- . 
C_ MixXOIYdIan2? 
I7 IVmaj7 工 7 
C7 Faaj7 C7 


:| 


- The progression above really sounds like V7, Hnaj7, VY7 识 the key of 了 because the 
sound of dominant cadence js so famijiar. 


上 
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The 名 llowing progressions estabjjish the Mixolydian iode effectHively- 


E MixolydGian: 
(Sus4) C 《sus4) C 
Tsusa) YIImaj7 Tsus4j Y- I 
F7 Ebmaj 了 F7 c-7 F 
-元 和 3 
一 -2 -一 二 
3 二 系 一 光一 人 巡 
三 二 三 去 -二 一 三 
世 一 盖 
27 一 2 一 27 
DC C b 刀 
PEb Mixolydian: 工 VI[o) VI-7 V-7 工 (9) II-7  VYIImaj7 工 (9) 
忆 Db C-7 3b-7 三 E-7 Dbmaj7 Eb 


| [ 
| | 


BothV-7 and bwTimaij7 are familiar chords from the Darian mode, but are considered 
Mixolydian cadential chords when resolving to 1 aa. 


AVAILABLE_ TENSIONS 


Available tensions for chords in the modes are like tensions for diatonic major key - 
chords: 1) they must be available on the given chord, and 2 they must be diatonic 甸 
the mode，For exatmmpie, an 马 7T chord can take tensions 9 and 11. 


E-7 


1 b 5 bs 11 
In the 下 Phrygian mode, however, the hote F# ij not diatonic- BE i diatonjic, brdt 


+ would be ab9, which js not available on a Iminor 7th chord，Therefore. a Phrygian 工 7 
chord takes tension 11 only- - 
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The characterigtic hotes of all three mihor modes (Doriah, Phrygian and Aeolian) are 
pejity notes on their Ichords，We will make an exception for the Dorian mode here， 
bat other modal voicing techniques must wait for "Advanced Modaj HarmnonY， The 
Imodes are estabiished harmnonically 由 it modal cadences， 


To voice a S 6, or tension 13, on the Derian 7， usge an Lper AUOmeUe Ood， 


D Dorian: 


As jluseated above, a Dorian voicing can be created Wih an mpper Strauctare triad 
above the original chord. Tie first js a minor triad a whole step bigher, and the 
second js a major triad a perfect fourth higher. 


The chord symbols for apper structrre triads can be caled CN Camy 
1 A compound chord symbol with a porzznzpa/ Loe， like the ones above, 
indicates a chord over a chord - two chords played simuitaneousjy， 信 compound 
chord symbol with a CEaygwma/ Aixe ，jike the ones beloW, jindicates a chord over 3 
世 single bass note. 


太 chord over a singje bass note may represent an inVersion，33 above, or a hybrid 
voicing of the kind discqssed later 训 this book. 
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The characteristic hotes of the two major modes are available on their 1_chords. 
The Mixolydqian mode's by is a chord tone on I7, and the Lydian's #4 becomes tension 
#il on 1 major 记 any fiorm Tension #l1 is frequentiy a member of an UPPer 
Structure ftriad. 


了 -= CN 
C 《Erziad) 


人 


Tensions on other modal chords will be available on the chord and diatonic to the 
Imode、Meiodic approach notes shoujld be either diatonic or chromatic, and are treated 
as _USUa. 
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MODAL INTRRCHANGE 


We have already examined the use of sdbdomjinant chords from natrral minor in the 
Parallel major key，This process, called modal interchange, accotmts for several veiy 
common cadential patterns. - 一 


居 
SDM 
Imaj7 VTIV TIVmai7 IV6 Imaj7 


人 人 
Fmaj7 FE7 1Bbmnai7 Bb6 1 Fmai7 11 


SDM SDM 
Imaij7 VYIV TIV-7 bwH7 imaj7 


Fmai7 FT7 1Bbh7 Rb 1Fmai7il 


SDM 。 SDM 
HT7 CCYD Wimnai7 bmnaj7 Jimaj7 


GT CT 1Dbnai7  Gbmai7 | Paj7 11 
[一 一 


The use of the harmonic minor I V in the parajlel major key is another comrmnon 
formmn of modal interchange-. 


卫 : 
Jmaj7 subVT/E IL7Yb9  V7I Imaj7 


A _ -一 
Fmai7 Ab 1G-7b5 C7G9)1 Pamaj711 
上 一 


Modal interchange, then, js a Process jnvolving the use of chords frormn one Inode 如 
the _ harmonic context of another parallel modqe， 蕊 can also be described as 
ZaTDUTRG a chord fom a different mode on the same tonal center，The borrowed 
chord sqggests the soumd of its owm mode without actually modulating to that mode- 


Theoretically, any chord from any mode js a Potential modal interchange (MD chord. 
However, some chords are used ip MI more frequeniiy thban others, and some almost 
hever Oocctur 雇 other modes-。 


We may begin by listing the possible chords for each scale degree. We can then 
determine which of these are commonly used MI chords and how they are USed_The 
available chords are listed below (triads, althoqgh not listed, are of cotrse avaijlable 
instead of seventh chords). 


机 


3 
世 
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SCALES_ FOR_POSSDRIE II CHORDS 


Chord 一 Modal Sources 

JTJmai7 ”Jonian，Lydian 

16 Jonian, Lydian 

[7 Aeolian，Dorian，Phiygian 

1 Meiogqic Dorian 

[naj 刀 amnonic，Melodic 

JI7 or [17(Gsus4) Mixolydian，Blmes 
These are all frequentiy used MI chords，Some progressions are actuajly based on 3 
series of different ! chords. 

j i (Sus4 ] ixXolydisny) 
到 37 (Ionian) 闻 (sus4) 《M Y 


-< -一 
六 
T6 共 1 (Lydian) 
Imaj7 (Ioniany) 卫 
Dmaj 7 DCtzriad) 


Imajy7 了 
Fmaj7y (Ionian) 了 


G 去 
FE7 F 


C_ 
E 


(Ionian) 


(Lydian) 
G 


和 


有 -一 
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Other bmes moduiate freely between parajlel major and mminor keys. 


F: 工 - Pb 。 
并- Eb-7 Ap7 一 一 一 人 87 
FE 三 荆 三 
僵 F 
1 V77I V77II 
co at 
于 | 二 一 一 -一 1 
-7 一 一 六 7 - 2 - | 
一 一 一 全 一 一 -人 人 人 人 人 人 人 
VII-74b5) V77VE 
II-7 E-74b51) A7 亿 2 VI- 
”>G-7 G-7/F D- 


When a chord can be derived from more than che mode, the choice of chord scale and 
avaijable tensions may be determmined by the composer arranger or performer， 开 the 
mejody does not cleariy indicate a scale, the hammnonic context shodjd be considered. 
The following guidelines will work jp most Situations. 


Janaj7 and 了 邢 are normnaily Ionian umiess #11 is indicated by the melody or chord 
symbaol. 


王 7 is narmally Aeclian, although Dorian is becoming a more frequently QUsed 
tonicimode ”Phrygian isindicated only by the chord symbol oramelodic 忆 2. 


EL6 is nearly always Imnelodic minor. 
Jamaij 了 can be either melodic or harrmmnonic minor. 


避 开 is usually interpreted as a blues chord， 了 


asehies ofdifferent Ichords, 
however 让 is qsualy Mixolydian, and 


) js nearly always Mixoiydian. 


8 
人 


本 
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POSSIBLER HT _ CHEORDS 
Chord. Moqal Soumrces 


-7 Ionian， Derian。 Mixoljydian. Mejicdic 

IL7(bS) 。 Aeolian，Harmonic ， ， - 

bmai7 Phrygian (ajso a subhdominant minor chord) 
JI7 Lydian Cnormaily a special frmction dominant) 


及 MT chord other than [wii take a crry aa thatis diatonic to the Appir Pt 
让 comes from. 


了 7 ip amajar key is normaljy fom Jonian. so it takes a Dorian ceorny rcae . 


FRR Major: II-7 ~ 二 


F Ionian G-7 (Doriany) 
PT 一 7 
= 
EEE 2 一 生 - 
上 


了 T9 b3 T11 5 (6) b7 


IL7T in a Mixolydian modal context on the other hand, would take an Aeolian 3 
SeBLe. 


- _ E Mixo : II-7 
PE MiXxolydGian G-7 (Aeolian) 


二 三 


工 T9 ”Pb3 T11 5 (pb6)- b7 


HI-7 in a Porian modal context would take a Phrygian Cimary scafe . 


- FE- Dorian: II-7 
了 -~- DorIan G-7 (Phrygiaa) 


IH-7in a melodic minor context would take a Phrygian 1 6 Carry rrziP ， 


FE- Melodic: II-? 
F- MelodGic G-7 (Phrygian， 165) 


1 (b2) -b3 TI 5 (6) pb7 


By using these less familiar chord scales,， [EL7 can sound iike an MI chord - 让 can 
imply a tonicmode oaer than Ionian- 


Aithoqgh we WiH not Hist every possibie chord scale for every chord, this same Process 
can be applied tp any MI chard- 


本 
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IEL7@5) is nonnally fotmd in a harmonic minor 了 V 下 a mminor key 让 alWays 
tages a Locrian chord seale, but when used in a major key as a MI chord it may take 3 


Locrian 站 9 scale. 
了 minor:II-7452) FE Major: TIT-74b5) 
G-7(b5) (Locrian) G-74P2) 《LocriIan 89) 
EEEEEEEEEEEEEEE 垂 
区 
于 {b2) b3 TI1 b353 Tbi3 b7 1 TI9 b3 Tl1 b5 Tbl13 Pb7 


The A1 《 只 9 in Locriarn | 9 above is considered appropriate 记 了 major becaHse 让 js 
the major 3rd of the key， 


TIL70bg can also resolve upbystep to Mimaj7 ahd down by step to 工 


Other patterms for ITXb5) would be extremeiy rare. 


3 
~-1 
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HEmaji7 alwavs takes a Lvdian cbord scale (diatonic to 工 Phrygiab). 


brTrTmaj7 一 
C- Phrygian Dbmaj7 (Lydian) 一 
E 三 一 二 人 


3 T#11 5 
When used in a sitmmple major key context 让 js generally considered a sqhbdominant 
raincor chord. 


SDM SD 这 SDM 
Grmaiy7 D7 ZEbmaj7 拉 bmaj7 Gmaj7 几 paj7 Abmaj7 Gmaj7 


王 攻 在 生生 全 三 硅 EE 天 了 EEH 


了 下 a more compjex harmonic context， bffmaj7 sounds more jike the characteristic 
Phprygian chord jt is. 


三 minor : 王 -~ Fmaj7 Emaj7 B7 Cmaj7 、 
一 一 
= 
A-7 FEmaj7 Emaj7 - 


_ = 三 三: 
2 有 二 -区 


JI usualy oeeurs as VT1V. 机 hen it resolves to Tor IY 二 is considered a speeial 
fncion dominant chord。 Therefore, it can rarely, if ever， be heard as a Lydian 
Modal Interchange chord. 
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POSSIBLE _HE_CHORDS 


Chberda ”Moqal Sources 

了 IE-7 ionianm, Lyqian 
Hpmaj7 _ Dorian. Aeolian 
Inaj7(#9) Harmmnonic Melodic 
MI7 Phrvgian 

IT7b9) Mixolydian 


HUET normnally takes a Phiygian chord scale， An Aeolian chord scale would imply a 
tonic Lydian context. 
C Lydian 忆 7 (Aeoiian) 


rr 5 
- 此 一 盖 < zc 宁 Zr 
竺 一 人 二 本 


bmai7 ， a familiar nakmal minor chord takes a Lydian scale when Used 直 aimaor 
key. im atonic Aeolian context it takes an ionian chord scale, an 


| ?TITTmaj7 
C Aeolian Ebmaj7 (Ionian) 
一 一 一 二 EBP 
二 


bmai7(GS) tagkes a chord scale derived frorm either melodic or harmmnonic minor, 


brITImaj7(#5 1 birrmaj7(85) 


《5 ) (from C Melodic) Ebmaj74t5) (from C REarmonic) 


EDbmajy7 
EEE T 
3 T 二 一 己 盖 证 2 


bg js heard as subVTHL or as a linking chord in a blues context， It is therefore 


not considered a real Modal Interchange chord from Phzygian. 


IIEE7TGb5) is aiso frequentiy used as a jinking chord ip blues progressions- However 让 
js cleariy reiated to the 17 chord 雇 Mijxolydian and takes a Locrian chard scale. 


iT-7(4b5) 
C_ MIXolydIan 一 E-74b5) (Locrian) 


IELT Q5) is usually fommd as the related 涝 of V7EI. 


(b5) (b9) 
7 一 一 -5-7 A722 > D-7 G7- 一 一 caaj7 
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POSSIBLE IV_ CHORDS 


| Chord Modqal Soarce 

| TIVraaj7 Ionian，Mixolydian 
TIV7 Dorian, Melodic, Blues 
IV-7 Aeojlian，Phrygian，Harmconic 
#IV-7(b5) Lydian 


Jomai7 takes a Lydisn chord scale. 


TYI is usually heard as a blues subdomjinant chord，As such, 让 generally takes 3 
Lydian 芭 orablues scale. 


IV-T takes a Dorian chord scale， The JIV- triad, TV-6 and IV-maj7) chords are ajso 
used as Modal Interchange chords in the parallel major key，JVA and IV-(maj 力 
take melodic minor scajes. GV-6 may also take a Dorian scale.) ”wm 


TV-T(Gb5) is considered an altered subdominant major chord, and therefore does hot 
have Modal Pterchzamnge fmnction. 


POSSIBLE V_ CHORDS 


Cherd_ Modal Soarces 

V7 Jonian Melodic 
V7(b9) Harmonic - 
V-7 Dorian，Mixolydian，Aeoclian 
V-Td5) Phrygian 
Vimnaj7 Lyaian 


YI7 and YTGb9) are virkmally the same chord. VTtb9) has a greater tendency towards 
TesoluHion and suggests a tonic Iminofr Key- 


本 立 T is normally found as the related I of VTAV，、When 直 Inoves to a TI inajor chord, 
注 howevem 让 is an effective Modal Interchange cadential chord which qusualy takes 3 
Dorian chord scale。 A Phmgian chord scaje on V-7 woaqld imply a tonic natrral 


Chapter 5 - Harmony 对 40 


V-Xb9) eccets onjy as the related ITL7Cba) of VTATV, and js not considered a Modal 
Interchange chord. 


Yai7 js a possibje Modal Interchange chord，but 由 位 calt to establish， since ip 
context it tends to sound like a Ichord. - 

Imaj7 Vmaj7 Inpaj7 

Cmaj7 1 Gmaj7 1 Cmajyll 


really sounds jjike) 
Ivmaji7 | Jimai7 | IVmaj711 


Rhythmic emphasis and dmation on I can beip to create the sormd of a ELydian 
cadence from Vmaij7. 


_ Vmaj7 Vmaj7 
Cmaj7 Cmaj7 Gmaj7 Cmaj7 Cmaj7 Gmaj7 
| | | [ 1 | | | 


| ! 上 1 | 一 一 上 一 一 > 
二 


VT7 Ionian, LEydian, Mixolydian 
VL7(b5) Dorian, Meiodic 
bwVImaj7 Phrygian Aeolian Harmonic 


YL7 nommally takes an Aeolian chord scale。With a Dorian scale it implies a Lydiar 
tonic mode, and with a Phrygian scale it implies a Mixolydian tonic mode. 


C Ionian A-7 (Aeolian) 
一 一 
FE 


C Lydian A-7 (Dorian) 


写 
习 
奸 


温 
电 生 
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YL7Qbs)jis usualy heard as a melodic minor chord, and therefore takes a Locrian 
吕 9chord scajle. - 


wy(b5) 
C Meliodic Minor 上 -74b5) (Locrian 91 
一 -7 
站 ss 人 
人 


byImaji7 normaliy takes a Lydian chord scale， With an Ionian scale it impjies a 
tonic Phrysgian Pode. 


、 pvrmaj7 
C ?hrygian Abmaj7 (Toniany) 
- T T T 全 
四 | 

PoSSBLE_YU_ CHORDS 
chaerd Mogal Sogrces 
VILT @ 了 Ionian. Melodic 本 
SWIpnaj7 Dorian. Mixclydian 
pbVwIL7 Phrysian 
YEH-7 Lydian 
bwTI7 Aeolian 
YIE7 Hannonic 


VEL75) usaually ocetrs as the related of VTAVL and js typically preceded by aT 
chord，[Its chord scale js Locrian. 


VIirT-74b5)  V77VI 
cmaj7 B-74b5) E7(b2 人 人 信 A- 


2 一 :| 


上 
It is rarejy 过 ever, Hsed in a cadence [ 工 
bwHmai7 js a frequentiy used cadential chord. and 间 major Keys takes a [ydian 
chord scale，An Jonian chord scale wotld imply sa tonic Dorian mode- 


pvirmaj7 
C Dorian Bbmaj7y7 (ionian) 


se 


ea 
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bwD-7 .although relatively rare，can be an effective cadential Modal Interchange 
chord.Lt takes a Dorian chord scaie. 本 


VOD-7 js also a strong Modal Pterchange chord，especialjy when going to IJts 
chord Scale is Phrysian. 


bwyg7 is a familiar SDM chord which takes a Lydian by scale in major geys, and a 
对 ixolydian scale in minor Keys. 


VIT7 somds jike the fst inyversion of VT7b9yT， [ts seale is based on the tonic 
harmonic zinor. 


C Harmonic MIinozr 


[一 一 一 
-号 1 


四 
2 


E 
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PEDAL PORT AND_ GSTINATGQ 


Pedal point derives its name from the organ， an instrment 旺 h pedals arranged 
jike a keyboard for bass hotes。 AAA singtle bass hote Sustained through a series of chords 


iscalled PetBAPe111t . - 
In most cases, a pedal point is sustained on the tonic or dominant note of the key。、The 


following exampies， although bland，are typical Uses of tonic and dominant 
Points. 


Camaj7 D-7/C E-7/C FEmaj77C E-77C D-7/C Cmaj7 


-PT FZZ -zZ Pr 一 


Cmaj77G D-7/G 已 ~77G Fmaj77G E-77G D-77/G Cmaj77G 
~ T 


-一 


= 洁 


一 


Because a sHstained pedal point creates a shong feeling of continmity Within a key, 3 
high jevel of tension and dissonance is acceptable above the pedal，Pyen “ron8 
hotes sortmdgood 这 they resolve to available notes. 


The pedal ip the exarmple above js sjighHy hythmicized， Some Pedal Points 
emphasize a rhythmic motive- 、 _ 


Ebmaj7 Z Gby/7Eb 
了 及 之 艺 / 地 人 


FEmaj77Eb Emaj7/Zgb Ebmaj7 ， 
一 > > 民 > X 
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Although a pedail point is usHally the bass note， itemal and soprano“pedals”are 
also possible. 


A repeated figure involving more than one Bote is called an CO5LP3zlp、 ELike pedai 
point， 直 usually occtrs as a bass fgrre， bt 让 may be written ip ohher ranges 3S 
We 于 > 


Ostinato figures usually emphasize the topic of the key and oftfen empioy SbHong 
rhythmic jideas， The exampjes below represent some commonly Used cstinatc 


figrmes- Gmaj7 


Pedal point and cstinato are often Usef ip modai contexts， since hey can Serve 世 
， - estabjish a skong sense of the tonality。 An ostinato can jnciude both the tonic and 
-人 characteristic hotes of a mnode. - 


世 Phopter 导 了 czmaomnw 也 全 


Finaliy、 0 人 imnore 05iinato iigares may be 5ed iogeiher ip Gifierent Tanges io 
create 2 如 pered 056D3a 加 egect，Rhythms must be contrcjied to a90iq conRict5s 
which couid be perceived as plaving mistakes。 The ipliowing examples could be 
Used io ssiabjish any 《CC minor tonality. 


pedai pcint and ostinate are freduently used for jipntroductions、interlades and 
andings、brut they may also be Used ia the main body of the msic- 
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COMPOUND_CHORED SYMBOES 


Compormd chord symbols may be ksed 5o Tepresent fwo Kinds of strgctrmes: 
Achord over a chord 红 


C7 


入 chbord over a chord is caljed im upper Structare friad or PPer Strtctme 
seventh chord. and the notes of the Hpper Structure are intetpreted as UPper 
extentions of the chord below- 人 | 


b9 
The example above is an upper structure triadvoicing for C7 长 ) kind of 
voicing is sometimes called a "polychord ”since it combines fwo chords whbich 
can beheard both serparately and togetiher 33 One vcicing. 


SG 
G7 E (zzriad) 


入 chord over a chord is coirectiy written 赋 了 hb a horizonftal dividing limne. whiie 3 
chord over a single bass note qses a 二 agonal jine. 


和 owever, this distincon is not umiversally observed and 让 is Useftd to label a lower 
structure that is a raajor triad: 己 
- - F ktriag) 


ee 
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于 Achord overabassnote: GDC 


Achord over a single bass note js Usually one of the following: 
AAAninversion GBb 


When the bass note is the 3rd, 5th or 7th of the upper Structure, the Yojcing 和 
interpreted as an inversion (one exception will be discrissed jatenmD，The 
foljlowinag are all inversions of C-7 


C-TEb CCFG CTBb 


(The chord ED6 has the sarne notes as C-T/Eb so the specific interpretation 
itst depend on the mttsical context at the time)， - 


了 B，、ABybrid srcHne: GbC 


When the bass hote is _ mol the 3rd.5thor7thofthe upper skactarethe 
voicing is interpreted as a hybrid structure. The following example, CE 
is pol C-7over its 1lth.because the ear does hot Perceive bass Potes aS 


tensions.The voicing actualy sounds like, and therefore 局 ， F7SGS4) or 
possibjy -TSQUS4)， 


Abyornid voicing typically does not contain the third of 由 e chord 让 represents. 
we redace om fstexarmple Gh .toabhybrid.it becomes GDC. 
C7 


Gb 


POLYCHORD HYBRID 


Choaptear 了 Haroaonvy 4 3 


Although the hybrid does not contain an RE.it still represents the soumngd of C7b， 
and wouid normajlvy resolve to 下 immajor or 了 minor，These voicings，then、are 
characteristically amnbiguorns scrmdging, because the 3rd would normally 
establish a major or minor quality, and would also create a tritone for 

- dominant 7ih chords. 


The fpjicwing are some typical hybrids: 
D7 《sus4) 
#11) 


G/C -= canaj7 aA-7/D = D-7 Cmaj7/F -= Fmaj7( 


ANKALYSIS OP COMPOUND CHORD SYMBOLS 


The nse of a compcund chord symbol does not in any Way change the fmctional 
anajysis of the chord. 于 CT is V7 in the key of F. then SGb and Gyc are also 好 让 inhe 
Key of 耻 , C7? 


Anpy ipversion of C7, such as CTG，also remains Y7 这 上. 


POLYCHORDS: A chord over a chord js analyzed 记 terms of the function of the 
ADwer ShuchHme。，The mpper shructure simpjly represents tensions or extensions of 
the basic chord，The foliowing progression is analyzed 让-C iD tenmns of the Jower 
struckmes，。 The ljower structares do not contain 5th's，which ate considered 
Unnecessary mnjess altered. 


Cl: Imaj7 V77IV TVmaj7 PTrmaj7 Imaj7 
- C Gb 也 -了 CC- 
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INYERSIONS : Achord over a bass note that is is 3rd, 5h or 7ih is an inversion- 
and is ahajyzed as 让 让 were 也 root Position The 只 Jowing exarmmple repiesents 
basically the same chord progression. but uses inversions instead of polychords，、The 
sound is characteristically less compjex. 


-一 人 


Cl: Imaj7 V7/ITV IV PTrfmaj7 Imaj7 


Cmaj7  C4B5 F /MA Dbmaj7/Ab Cmaj7/G 
六 开 T 下 - 


| - | 
上 | 
; = 二 
区 一 1 一 


The anajysis above js ihe same as the analysis 也 the Preyjodus exainpje becaUse 让 
the same progression。 Although the kasry Imotion has changed the 7DoOf Imotion 
reinains the satme, and the chords are essentiaily of the same type- 


四 


HYBRIHDS : A chord overasingle bass note that is _Aot an inversion (3rd. 5th or 7 
ip the bass) is usualjy a hybrid。 Therefore, the bass hote shorid be considered the 
root， and the notes of the dpper structge Used to determine the chord type. 


本 和 the follomwing exarmplje, C is the root and the hotes of the HPper Shucttre create 3 
也 5th major ?th and oajcr 9 由 above the root- 


Since the voicing contains ho 3rd above C. it couid be interpreted as either Cmaaj7 or 

C-Gnaj 旋 ，In most sitarations the more comrnon Cmaj7 woaid be the obvicds choice， 

， bat the overall harmonic context might indicate the atlernative，Becarse of the majior 
本 ， ?th it coald not be intetpreted as a dorninant or minor 7th chord. 


记 hapter 了 和 开 armonv 寺 350 


Se55ion bdt 天 人 ai hyhbrid volicinss。 


C: imaj7 v77iv TIvmaj7 biTmaj7 Imaj7 
G/Z Gbyc E-77F C-/DP G/C 
| 二 
_ | - 
ZIT 
一 -全 下 
_ 2 -一 参 
一 YE 一 
2 一 一 | 


Each chord bpe 让 this Piogression js detemnined by the Telationship of the pper 
sbrtdctrmre notes to the rooft。 全 e have Seen that GCC eqUuals， 3 farmqja of 1 二 7 9 GBC 
eqtajs a formaua of 1. 上 5. b7，p9，F-TF equals a formuia of 1. ?, 9， 专 11, 13， and C-/Dh 
eqaajls a formala of 7 9， 如 1 


< Iseach case the chord formaia derived fom the voicing stron8dy suggests ibhe chord 
六 Re. and therefore its function ia the Key- 


fa some situakions, however the hybrid forndila does hot clearly define its chord bpe 


Ofr fmction- 
一 II-~7 
Bb TImaj7 or V7/V V74sas4) Imaj7 
F/BP G-/C Eby/F F/7BP 


The GCC ip this exampjle equais a chord fommnula of 1, 5. b7, 9. wpich could be either _ 
CT or CXSIS4 和 ，The harmmnonic zhythra wodld aliow citber、 interpretation- so anless 
the meledy indicated one or the other. a choice wodid be made on the basis of the 
overajl nusieal cohtext and sqle，PEither choice would be technicaliy correct 


rosesrcear 
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Another area of ancertainty involves an exception to the inversion rdie Crefiered to 
earlier)，A major triad a whojle step above the bass note /ED has bwo altemative 
interpretations: 1) The inversion rule would make it a dominant 7th 丙 芭 the 节 由 ip 
the bass G 作 2)the Hid interpretation woald give ita Lydian somd (Eb maior 
Lydian or Eby, Lydian pb7)，Again, the choice must be made on the basis of musical 
context- 


The first example beiow uses 耻 VEFb as an inversion of F7，The secand uses the same 
corapormnd chord symbol, and the same Voicing. as 3 hybrid version of E5 major 
工 ydianm。 


工 V7 
SEAC C7 
二 
1 全 二 
四 
攻 汪 


gb ， Imaj7 rmaj，(Lyd.) 174sus4)(Mixo.) Imaj，(Lyd.) 
/EBP 8V/ZEib 


区 


Chapter 了 _ Harmony 4 52 


TENSIONS_ AND_CHORD _ SCALES 


Since the use of compormd chord symbois does not change the ruies of harmonic 
anajysis. heither does 让 change the principjes of tensiop and chord scale Se， AS 
algways, the Harmonic analysis dictates the choice of chord scaje， 


However，specific voicings for poitgaords and hybrids often indicate specigic altermate 
chord scales，Ormr frst exarmnple， 可 or GBC. cjearly indicates an altered dominant 
二 


seale，even 过 the chord is YTT Gin P or YTHTV Gin G) 下 smmnmary，tensions that are 
inciaded in the voicing shodld also be incladed 记 the chord scale- 


The use of inversions similarly does not affect harmonic analysis， 了 Versions 3Te 
Herly aways used to aceommodate a stepWjse bass line, bt the 7pop moticn Stays 
the sarme even 这 the Easy motion changes. 


hen the Srd or 7th of as chord is in the bass. howevem altered tensions are diiicdlt 
to Use becarse they sound more dssonant，、 了 mn most cases. then。 ipnverted chords 
sormd best 内 出 chord tones and natural tensions. 


ENG 


Ja 


HYBRID CONSTRUCTION 


Wehave seen that iis possible to reduce a polychord to abybrid: 名 can become 
Gyc for a more ambiguous, indefinite sound- 一 C7 


It is also possible to create a hybrid voicing from a simple chord Symbol ifthe same 
effect is desired. 


Ahybrid structare aways creates a SensSe of hannonic instability, but its effect may be 
either dissonant ar bland, depending on the intervals within the voicing，Lt can be 
used in isgojated situmations, in combination with other compodnd chord symbols, or 还 
a series of hybrids to create a veity ambijguods sounding progression. 


Ahybrid structrmre is made up of notes from the chord scale of the maotnent and 
retains the original root but jg indefinite sounding becarse it omits the 3rd of the 
chord，、These principles are used in the following examples the secohd js the same 
as the first except that some of the original chord symbols are replaced with hybrids. 


全 


b9) 
(ionian) 一 人 人 人 人 人 (yd.b7) (Dor.) (Mixo-p13) 

所 V77VIII Sb9771I 这 V7/T 一 注 ， 
TI III-7 TI 产 ] Taaj7 
Imaj1 (8#9) (Il1) _ (5b9) ? 
8bm2j7 A7 37 pbyC ， C-7 F7 _Bbmaj7 


+ 一 - 
天 -一 


妇 3 
F/Bb (和 D-7 ， Eb/pb  G-7/C Eb-/F Bbaaj7 


Harmony 4 
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Procedeme 


The procedure for deriving hybrid voicings fom simplje chord symbols can be 
described as foliows: 


本 1.、Choose potential melody notes to be harmonized with hybrids; these are 
typically notes of long duration_ 


2.、Analyze the progression to determine the appropriate chord scales-. 
3，Determnine which triads and sevenths chords can be Used as apper structnres 


above the root Meiody notes (except approach notes) mustbe 1 3 5Sor7Tofthe 
pper strwctore. 


3 The apper structure ia ngually a major or mminor triad, or 3 Iajor，minor coF 


dominant 7th chbord. 


b。 The upper structare must contain onljy notes from the chord scale of the 
Inorment. 


c_ The upper structure shoqld not contain any 3rd above the original roct 

d. The apper structaure should not contain the original root itself. 

e、There are no other ayoid notes in the chord scale. 

f Relative dissonance or bljandness is controlled by the intervals between the 
root and the notes of the upper structure. 


The procedure given above is fllowed in the folowing exampjie: 


(Dozr .小 《MIixo.) (Lydian) 
加 V77IV TIVmaj7 
Dmaj7 Ar7 7 了 Gmaj7 Dmaj7 


4 
Available Triads: B- 下 - 下 ##- 和 
G 于 了 了 民 ##- 
E- 1 1 D 
_ 了 
Available Sevenths:  Gmaj7 ICmaaj7 BE -7 1 FF# -7 
E-7 1 Dmaj7 1 Damaj7 


Chapter_ 了 - Harmony 鞍 553 


开 any of the avaijable upper structare triads or sevenths sornG sppealing, the 
prosgression mmay be rewritten with cormnpotmd chorq Symbols， 


Dmaj7 E-7 Dmaj7 Gmaj7/A Caaj77D D7G A/G Dmaj7 


The other voicings in the exarmple above codld also have taken compound chord 
synbaels， 开 - 有 and CE，This, however. Word be Unnecessarily complex, since 
they are exactiy the same as Dmaj7y and 下 ?7 respectively、Therefore. compormd chord 
symbojs should be rsed only for specific harmonhic techniqres. 
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CONSTANT_STRUCTUBE_GCHOBRD PROGRESSIONS 


A constant structare chord Progression ia series of chords, all of the saimne tpPe. 


fmaj7  Bbmaj7 Ebmaj7 Abrma57 Dbnmaj7 Gprmaj7 FEma]j7 
| 1 | 


[ -一 六 二 开 ， | | 
县 竺 到 2 二 这 区 去 = 


T 7 


fn the example above, each chord js a major 7th chord，ILt is therefore a Constant 
structtmre Brogression, and its analysis can be Updertaken from two different 
Perspectives. 


First it is clearly a fmctional chord progression in the Key of 下: 


1 


王 : Imaj7 IVmaj7 bVITImaj7 bIIIma37 DVImaj7 bIImaj7 ImS 


了 
Ema3j7 3bma37 Epmaj7 RaAbma]7 Dbma37  Gbrma37 Brmas 了 


扑 


上 一 一 上 
芝 芋 下 考生 三 二 大 短 天 
SEE 三 2 二 = 


However since all the chords are of the same type, and the root Paotion ia conbsistent 
interval of descending perfect 5th's, the listener may bear the Pattem of motion more 
clearly than harmonic famction in 3 key，The description of patterms and secfiences 
记 coastant structure progressions js called Don-ftpetional_analysis. . 


The following example can be analyzed boeth fmekionally and non-ftmctionally: 


CC: biIimaj7 Tmaj7 bVIma 了 7 Tvmaj7  bIImaj7 Ima37 
Dbma]7 cmaj7 abmaj7 Sma37 Dbma]7 Crma]j7 
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A non-famctional analysis of the previous exarmple wonld include the folhowing consjderations: 
1，Lt is a constant sbructure major seventh chord Progression. - 


2，The root motion js in descending thirds. 


3，Thbe root motion speljlsgaDbmaij7 chord, which is the cadenftial chord ip the 
Broegression.。 

4 The Imejody emphasizes cotnmon tones between chords, creating a Smooth, 
linking qmajity. 

5，Tbe same melody note becormes richer sounding on each chord， 陛 starts as the 
5th of Cnmaj.7, and becomes the 7th, gth and #LIth on SGCcessive chords. 


Some constant structare progressions are purely nonrftmctional; this means that 
analysis Within a key is di 从 cult 这 not impossible, and the real meanjng or Somd of 
the music lies in root motion patterms and maelodic and rhythmic Sequences. 


(SLow) 天 -Constsnt StruCtuUreS 
C-7 王 b 一 7 D-7 忆 一 7 
一 3 一 一 
皇 上 二 
-天 王 志 一 | 一 一 
ER 全 一 二 | | 订 
| 
1 | 有 
芝 二 
1 
Rb:SsubV77/I Imaj7 
(人 1 工 ) 。 
也 -7 和 A7 “一 ~、 人 &Abma]7 


了 thia example, the first and second mmeasures are almost identical: a melodic and 

harmmnonic sequence，The root motion Pattern js up a minor third, then down 3 

half-step， The 马 7 acts as a pivot chord frorna non-frmctional to fonctional harmony- 

上 入 和 和 入 the constant shructure minor 7th chords, and it becormes the rejated 
-70 . 


As in the exampjle above, most hon-ftmctional progressions involve a stateimmnertt 
(measure 1D)，a repetition (measure 2)，and then a variation of some kind (measure 3. 
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Tunes With constant skructme sections nearly alwrays contain famijiar Amctional 
harmony as well Constant strQctrTe PassSageS usraly end 册 th root motion that 认 
，stepwise or dowmn a perfect 5th. 


Constant struchare progressions are dBHally Imade up of mmajor or Iminor geyen 由 
-echords. Other chord types, althoqgh possiblje, are often considered either too unstable 
or too bland for this Kind of harmonic motion. 


Reotimotion can be either one consistent interval (al 3rds or all 5ths)，or apattermn of 
two ar possibly three intervals (ap 3 3rd, then down a 5th). 了 the following exarmmple， 
the fnal interval is stepwise in order to retum to 了 


Ebma3j7 Gma]7 Crma357 Emma 了 7 
A _ | 四 _ 
下 三 节 下 二 三 
二 ~ 一 | T | | | 
村 牙 | 7 下 | 
到 三 三 2 三 大 
荆 ] 
Prna37 Dbma37 
二 二 


了 - 


